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PROGRAM 
Symphony No. 6 in C major D. 589 
Adagio-Allegro 
Andante 
Scherzo: Presto-Piu lento 
Allegro moderato 
-Intermission-
Songs on poems by Friedrich Riickert and 
from The Youth's Magic Horn 
Liebst du um Schonheit 
kh atmet einen linden Duft 
Des Antonius von Padua Fischpredigt 
Rheinlegendchen 
Blicke mir nicht in die Lieder 
Ich binder Welt abhanden gekornmen 
Franz Schube1 
(1797-1828) 
Gustav Mahler 
(1860-1911) 
Overture to Coriolanus, Op. 62 Ludwig van Beethoven 
(1770-1827 , 
Text and Translations 
Songs on Poems by Friedrich Riickert and from "The Youth's Magic Horn" 
Liebst du um Schonheit lch atmet' einen linden Duft 
If you love for beauty's sake, do not love me; love 
the sun, it wears hair of gold. 
I breathed a gentle fragrance! 
In the room stood 
If you love for youth's sake, do not love me; 
love the spring, which is young every year. 
If you love for treasure's sake, do not love me; 
love the mermaid, who owns many lucent pearls. 
u love for love's sake, yes, then love me; love 
!ways, as I love you always forever. 
a branch of lime, 
a present from a dear hand. 
How lovely was the fragrance of lime! 
How lovely is the fragrance of lime! 
The lime-twig 
was gently plucked by you. 
I softly breathe, 
in the fragrance of lime, 
love's gentle fragrance. 
Des Antonius von Padua Fischpredigt 
(St. Anthony of Padua's Sermon to the Fishes, 1893) 
At sermon time Anthony finds the church empty. 
So he goes to the river and preaches to the fishes. 
They flap with their tails. They glint in the sunshine. 
The carp with their roes have all congregated, 
their mouths all gawping, they are intent on listening. 
Never did a sermon so please the fishes! 
Sharp-snouted pike, that fight all the time. 
They swam up in a hurry to hear the holy man. 
And those strange creatures that fast all the time: 
I mean the dried cod, they appeared for the sermon. 
Never did a sermon so please the dried cod! 
Good eels and sturgeon, that fine folks relish, 
even they take the trouble to attend the sermon! 
Crabs too, and turtles, usually slowcoaches, 
rise quickly from the deeps to hear the voice. 
Never did a sermon so please the crabs. 
Big fish, little fish, noble and common, 
raise their heads like intelligent persons. 
At God's command they listen to Hie sermon. 
The sermon completed, each one turns away. 
The pikes remain thieves, the eels great amorists; 
the sermon was a success, they all stay the same. 
The crabs go backwards, the codfish stay fat, 
the carp gorge a lot, the sermon's forgotten. 
The sermon was a success, they stay as they were. 
Rheinlegendchen (Rhine Legend, 1893) 
Now I mow by the Neckar, now I mow by the Rhine; 
now I have a sweetheart, now I'm on my own! 
What good is mowing if the sickle doesn't cut? 
What good is a sweetheart if she doesn't stay with me? 
So if I'm to mow by the Neckar, or by the Rhine, 
then I'll throw my gold ring in. 
It'll float in the Neckar and float in the Rhine. 
It'll swim right down into the sea. 
And if it swims, the ring, then a fish will eat it! 
The fish is sure to come to the king's dinner table! 
The king will ask, whose can the ring be? 
Then my sweetheart says: "The ring belongs to me!" 
My sweetheart runs off up hill and down dale, 
and she brings me back the fine gold ring! 
You can mow by the Neckar, you can mow by the Rhine, 
so long as you always throw your gold ring in for me! 
Ich binder Welt abhanden gekommen 
I have lost track of the world 
with which I used to waste so much time; 
it has heard nothing of me for so long, 
it may well think I am dead. 
And for me it is of no concern at all 
if it treats me as dead. 
Nor can I say anything at all against it, 
for in truth I am dead to the world . 
I am dead to the hurly-burly of the world 
and repose in a place of quietness! 
I live alone in my heaven, 
in my loving, in my song. 
Blicke mir nicht in die Lieder 
Do not eavesdrop on my songs. 
I cast my eyes down 
as if caught in a misdeed. • 
I cannot even trust myself 
to watch them grow. 
Your inquisitiveness is treason! 
Bees, when they build cells, 
do not let one observe them either, 
and do not observe themselves. 
When the rich honeycombs 
have been brought to daylight 
then, before anybody, you shall taste them. 
-Translations, William Mann 
Program Notes 
Franz Schubert (1797-1828) 
Symphony No. 6 in C major, D. 589 (1817-18) 
Adagio-Allegro 
Andante 
Scherzo: Presto-Piu lento 
Allegro moderato 
It should not surprise us that, by the age of twenty-one, Franz Schubert had 
already finished his Symphony No. 6 - a number that Beethoven had reached a decade 
before, by the age of thirty-eight, and which Schumman and Brahms never attained. An 
extremely prolific composer, Schubert wrote more than a thousand compositions, an 
astonishingly impressive output given his short life. The great majority of his music, 
however, includmg all of his symphonic works, was published only after his death. 
~aybe the most famous story connected with such an event is Robert Schumann's iscovery" late in 1838 of Schubert's Symfhony No. 9 in C major, the "Great" [now No. 8 the New Schubert Edition] among severa piles of the composer's unpublished 
manuscripts in the possession of his brother. In order to help distin~ish it from the more 
extended~inth, Schubert's earlier symphony in the same key, the Sixth, is known as the 
"Little." Written between October 1817 and February 1818, it was first performed only a 
few weeks after Schubert's death, on December 14, 1828 at the Gesellschaft der 
Musikfreunde in Vienna, on a program that he didn't live to attend. 
A transitional work, Schubert's Sixth Symphony concludes a period of 
compositions based largely on classicizing models. His next serious symphonic attempt did 
not come until four years later, in 1822, and even that remained incomplete, the S<realled 
"Unfinished" Symphony. The Sixth Symphony opens with a bold Adagio introduction, and 
immediately the woodwinds usher in the first tune of the Allegro. Although it betrays the 
influence of Rossini, whose operas met with great success in Vienna durin$ the time of the 
composition of the Sixth, the movement is unmistakably Schubertian - considering his 
proclivity for lyricism, one finds it difficult to forget that Schubert was primarily a song 
composer. The Andante features an inventive and beautiful interplay between winds and 
, strings. In the third movement we find Schubert's first attempt to write a Scherzo in place 
of the traditional minuet. Italian echoes are also evident in the last movement, an 
exuberant rondo which brings the work to its mercurial close. 
' 
Gustav Mahler (1860-1911) 
Songs on poems by Friedrich Rilckert and from The Youth's Magic Horn 
!ch atmet' einen linden Duft (summer 1901) 
Liebst du um Schonheit (August 1902, arch. Max Puttmann) 
Des Antonius von Padua Fischpredigt Ouly 1893) 
Rheinlegendchen (August 1893) 
!ch binder Welt abhanden gekommen (summer 1901) 
Blicke mir nicht in die Lieder (summer 1901) 
Two or three youthful works aside, the whole of Gustav Mahler's oeuvre falls 
into only two genres: song cycle and symphony. In these genres he was able to exhaust his 
tire creative inspiration, and also to exhaust those genres as musical prototypes. Their 
terdependence is manifest in the overt blending of song and symphony in four out of his 
ne symphonies, while his final song cycle, Das Lied von der Erde, is nothing more than a 
symphony i11cog11ito. Therefore, we should not be surprised to hear echoes of Mahler's 
symphorues in some of his songs, or quotations of actual song melodies in his symphoruc 
movements. Indeed, in the last of the RiickerSongs "Ich binder Welt abhanden gek<;>mmen," 
we hear echoes of the Adagietto of the Fifth Symphony, a work in progress at the time of the 
song's composition, while the W1111derhorn (magic horn) song "Des Antonius von Padua 
Fischpredigt" is 9uoted in the Scherzo of his Second Symphony. 
Mahler s fascination with the poetry of Friedrich Ri.ickert (1788-1866) found an 
outlet in the composition of the song-cycle Kindertotenlieder (Songs on the Death of 
Cllildren, 1901-4) and seven independent settings known as the Kiickert-Lieder. Although 
the four songs on tonight's program do not form a cycle, themes of loneliness and love form 
a narrative thread permeatmg all of them .. "Blicke mir nicht in die Lieder" has the aura of 
a folk song, while in "Ich atmet einen linden Duft" the lime blossom (a symbol of exoticism) 
becomes a metaphor for love. Mahler wrote "Liebst du um Sch6nheit" as a love-offering to 
his wife Alma, but his true psyche is most clearly reflected in the last song, "Ich binder 
Welt abhanden gekommen," m whose withdrawn character Mahler confessed that he 
recognized himself. 
Around 1886 Mahler became acquainted with Des Knaben Wunderhorn (Tlze 
Youth's Magic Horn, 1806-8), a collection of folk poetry compiled and edited by Achim von 
Amim and Clemens Brentano. The poems' emphasis on the simplicity of past times, 
combined with Y.eaming for lost innocence, appealed to the romantic as well as to the post-
romantic sensibility. Mahler set about twenty of these poems to music, and some also 
found their way into his Second, Third, and f::ourth Symphonies. Appropriately enough for 
this "simple" poetry, Mahler's musical settings are also simple, volkstiimlich melodies, 
though they still manage to underline the irony inherent in most of the verses. Because of 
this apl?roach, in Mahler's songs we often experience what Donald Mitchell has called a 
"sometimes traumatic realism." One of his most famous W1111derhorn songs, "Des Antonius 
von Padua Fischpredigt" has the character of a biblical parable told in a parodistic 
manner. Behind the symbolic title there is a hidden message of futility ancf resignation, 
which Mahler conveys satirically: in spite of the sermon, the fish do not change for the 
better - a hint at a J?.ersonal but also universal desperation. The story of the 
"Rheinlegendchen' is almost that of a fairy tale: 15eneath the comic narration there is 
longing for the reunion of the two lovers. The music evokes a carefree Uindler, a light 
waftz, symbolic of innocence but also of nostalgia. Lucid instrumentation and expressive 
orchestral colors highlight the quintessential language of the Mahlerian drama,. 
Ludwig van Beethoven (1770-1827) 
Overture to Coriolanus, Op. 62 (1807) 
Beethoven's Corio/an Overture was written in 1807 for Heinrich Joseph von 
Collin's Corio/an and not for Shakespeare's tragedy of the same name, althougn both plays 
are inspired by the homonymous hero described by Plutarch in his Lives. It is the story'of a 
Roman hero whose arrogance makes him betray Rome rather than revert to flattery in 
order to become one of the city's consuls. When his mother and wife beg him to prevent the 
enemy's assault on the city, Coriolan succumbs, only to be killed by the enemies with whom 
he had been briefly allied. This duality in the drama did not escape Richard Wagner, who, 
for a projected performance in 1852, provided a lengthy analysis-cum-commentary on the 
character of Coriolan. He maintainoo that Beethoven depicted in his Overture not the 
whole drama, but only one scene, "the most decisive of tfiem all, between Coriolanus, his 
mother, and wife, in the enemy's camp before the gates of [Rome]," thus establishing the 
nature of the musical contrast between the opening heroic idea and the more lyrical tune 
that follows. As Wagner argued elsewhere, an overture should not reproduce the whole 
course of the drama,out only its "characteristic idea." Here Beethoven captured the 
essence of the drama by writing music that makes us gain insight into the tragic denouement 
of the plot. It may not be a coincidence that Beethoven wrote the Overture just before his 
Fifth Symphony, a work whose opening movement shares not only the same heroic and .. 
tragic tone, but also the same key, C minor. The Overture concludes with reminiscences o. 
the opening heroic theme, only this time the music dissolves into silence, making way for tht 
real drama to begin on stage. 
-Eftyc11ia Papanikolaou 
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***************** 
You can help support these talented young artists by joining the Friends£ 
Music at the School for the Arts. For infonnation, please contact Leslie 
Dressler, Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 617/353-3345. 
